This paper studies the phenomenon of a canonical orthodox icon-painting as a historically unaltered
orthodox icon-painting was revived, new graphic structure have been formed and established in icon-painting. At the moment major icon-painting development trends are already distinguishable, as well as problems that arise during new-icon establishment. New-icon's potential as an actor of cultural universals in modern society is identifiable. All above mentioned doesn't allow to see icon as an artifact. New research in such fields as art criticism, cultural studies, ethnography and theology enables us to see how valuable icon could be for development of modern Russia's spiritual culture through formation of a positive national and religious identity (Benjamin et al., 2010; Lawton & Bures, 2001 , Peek, 2005 Thumma, 1991; etc.) .
Concept of identity is widely used in modern
sciences that study human society and different aspects of its life. Identity makes a person involved in a culture, facilitates a feeling of structure in life (Goffman, 2009; Ericson, 1959; Tajfel, 2010, etc) . In this article special attention was payed to Russian national and orthodox religious identity, as to two important parts comprising spiritual culture (Bassin, 2003; Duncan, 2005; JasinskajaLahti, & Liebkind, 1999; Latin, 1998; Nesteruk, 2003; Razumovskaya, 2010, etc.) . Spiritual culture is a summation of a person's moral experiences within different areas of activity i.e. household activities and social production, work and rest, science and art, within the sphere of human relations with nature, God and one's self.
Spiritual culture is developed from experience of all living people as well as experience of generations gone. Spiritual culture specifically sets a conceptual field to the whole culture in general as it is the nucleus of civilization. It is only natural that religious studies and theological science pertain to spiritual culture. Religious identity is a form of collective and individual consciousness, build upon a realization of one's belonging to a certain religion; religious identity forms psychological me and a concept of the world through relevant religious dogmas (Krylov, 2012) . National identity implies self identifying with certain political community (nation state) and cultural community (national culture). Through beholding an icon one gets knowledge, but not from the outside, but via ascent to the foretype one recreates in oneself a memory of the spiritual world, of one's motherland, of forgotten truths (Zenkovsky, 2003) . Russian theorists of Orthodox esthetics recognized that icon has the God's grace of its foretype, therefrom springs faith in wonderworking icon so widespread in Orthodox world (Ware, 1993) . In the eyes of a religious person icon never was a simple object from the real would, it always was something "absolutely different" (Otto, 1958) , and this provided icon with a special significance, made it "holy", "sacral". To understand the essence of icon and its role in the life of society better, we need to understand what is "sacral".
A question of "sacral (holy)" as a part of the real world started to be of concern for researchers in the middle of the XIX century. According to E. Durkheim "sacral" is a derivative of society's social life, "sacral" is a natural historical foundation of genuinely human existence. "Sacral" is opposed to "secular (lay)", the latter also interpreted as individualistic(egoistic), and mix of sacral and secular engenders "filthiness" (Durkheim, 2013) . F. Schleiermacher turns a concept of "sacral" into a subject of phenomenology of religion, and develops the theme as absolutely objective reality, as ultimate holiness that reveals itself in different forms, and as an originally intrinsic to human soul sense of sacred. German theologian-phenomenologist R. Otto made a major contribution to understanding of concept of sacral. He defines sacral as something "completely different", not exhausted by rational and moral factors. It is an ultimate value, it is spiritual, absolute, self-sufficient, eternally transcendental and supersensible (Otto, 1958) .
Religious historian and anthropologist of XX century M. Eliade has developed these ideas.
He gives the following definition to "sacral": him create his own system of values, to sacralize some parts of his existence space. Monuments, memorable dates, things that retain the quality of uniqueness, all these get sacralized, they get to be some sort of "sacral" in a person's individual universe (Eliade, 1959) . "In Russian traditional icon-painting such cultural universals as "veracity", "Sophia", "good", "evil", "love of wisdom", "beauty", "duty", "salvation", "personality", "human being" are embodied", - e) special activities, rituals and ceremonies (Zhukovsky & Pivovarov, 2014) .
Therefore icon gets directly build into a system of sacralization. First of all, icon is a " specific symbolic form of embodiment of sacred things ", it embraces "sum of ideals sacred for this society ", moreover it is in some way " a mean of convincing people in absolute verity of these (sacred for this society) ideas " and in one way or another icon takes part in all "special activities, rituals and ceremonies" of the Orthodox Church.
Consequently, icon-painting contains the most powerful potential for a system of sacralization, icon is able to have the major influence on people, As is evident from all said above, icon was an incredibly significant element of the Russian culture, and consequently preservation of its artistic and graphic structure (which embraces the ideological framework of orthodoxy) was one of overriding priority goals for the Church.
And this goal is still relevant because currently icon's artistic and graphic structure is being transformed in order to adapt to spiritual needs of the modern society. Being traditional (canonical) in its essence, icon has to always stay extremely time-sensitive, responsive to spiritual demands of a society in a particular time period (Murray & Murray, 2006) . Being in line with time is a very important factor for icon, since icon's perception depends directly on a historical moment, conditions of social life, on how human thoughts and moods harmonize with something that is icon's essence (Stupples, 2009) . Otherwise icon would fade in importance. In the process of search for a form of a "new icon" icon-painters and the Church face problems which can be united under a single term -"anti-dogmatization". The danger of "anti-dogmatization" is that it can lead to desacralization of icon.
Anti-dogmatization is a consequence of distortion of the icon-painting canon. This canon was developed over many centuries. It is a special and unique symbolic artistic-graphic language, which makes an icon "more than itself", because it shows much more than is depicted (Uścinowicz, 2007) . Anti-dogmatization might also be an elevation of one of icon's functions over its dogmatism, which is in fact manifested through canon distortion as well. It is worth mentioning that there are many interrelated and inter-deterministic icon functions. At different historical periods and in different life domains the nature of their interaction changed, however the dogmatic function, the function beyond all functions, always stayed the most significant (the function that embraces the basics of religious doctrine) (Billington, 2010; Bowit, 1979; Rise, 1963) . The dogmatic function specifically was a foundation, by virtue of which icon kept its distinctive Russian character, it made icon universal, above-history.
The most indicative of modern icon-painting problems that lead to anti-dogmatization is an analysis of saints' images canonized on XX century Cathedral. Iconography of the most of them is not quite set and difficulties that modern icon-painters face fully come out here. Researches that study this subject highlight that the major problem is depiction of historical details, i.e.
clothes, attributes, landscapes, portrait features of newly-canonized saints. At the heart of this problem is lack of understanding of icon's essence and its place in the Church life by most modern icon-painters (Oksak, 2013) . Therefore mix of secular (lay) and sacral in a false icon engenders "filthiness" (Kurakin, 2011) .
However due to their relevance these "impure" icons are first to become an item in massculture.
As for traditional canonical icon becoming an item in mass-culture, there are different opinions. Some researchers think that wherever a true icon is, in a house of God or in a museum as an item of mass culture, it remains a tool of heavenly emanation, it calls out piety and wakens religious feelings (Evdokimov, 1990) . "Out of its spiritual space an icon can be a doorway Through these activities one acquired a religious experience and was introduced to the Church (Sazonova, 2014) . Inclusion of icon into modern mass-culture can be considered an evidence of its performativity, which is a traditional orthodox method for values' translation and introduction of orthodox values to a wider population.
Yet there is an opposite opinion, an opinion that it is important that an icon is located in a house of God, and often this is what makes it holy. Icon perception out of church puts it on a par with other masterpieces of art, and this may result in icon fetishization (Derrida & Anijar; 2002; Glagolev, 2009; Petrash, 2007) and promotes desacralization. P. A. Florenskij was totally against displaying icons in museums.
According to him (and many theologians agree) icon should be perceived by a person within an integral church space, within the synthesis of church arts (Nikolskij, 2012) . 
